NATASHA LOGES
Franz Schubert's huge song cycle Die schöne Müllerin, D. 795, is a staple of recital halls and record collections, currently available in no fewer than 125 recordings as an uninterrupted sequence of twenty songs. 1 In the liner notes of one recent release, the tenor Robert Murray observes that the hour-long work requires considerable stamina in comparison with operatic roles. 2 Although Murray does not comment on the demands the work makes on its audience, this is surely also a consideration, and certainly one that shaped the early performance history of the work. This article offers a detailed consideration of the pioneering complete performances of Die schöne Müllerin by the baritone Julius Stockhausen , as well as the responses of his audiences, collaborators, and critics. 3 The circumstances surrounding the first complete performance in Vienna's Musikverein on 4 May 1856, more than three decades after the cycle was composed in 1823, will be traced. 4 then be surveyed; these reveal that a performance of the "complete cycle" meant many different things in his day. Stockhausen's artistic idealism jostled against the practical forces that necessarily influenced his approach to recital programming, leading to a multifaceted, untidy performance history for this cycle; within Stockhausen's concert career at least, it was no foregone conclusion that the complete cycle should always be performed. 5 The same applies to other song cycles such as Schubert's Winterreise, D. 911, or Schumann's Dichterliebe, op. 48; each group of songs inspired different practices because of their varying demands on performers and audiences. 6 An outstanding interpreter and teacher, Stockhausen was centrally important to German song, transforming it into a concert-worthy genre, laying the foundations for a song canon, and through his considerable teaching practice, training the next generation to develop this legacy. 7 This consideration of his recital practices is based primarily on an examination of the collection of concert programs preserved in the Stockhausen-Nachlass in the University Library of Frankfurt (D-Fmi), crossreferenced with other sources such as the unpublished archive of concert programs held at the Gesellschaft der Musikfreunde in Vienna (A-Wgm) and Stockhausen's unpublished diaries. Stockhausen doubtless gave more concerts than those documented in Frankfurt, however the number of verifiable accounts, and their temporal proximity, suggests that the record is largely complete. 8 Where possible, printed programs have been cross-checked against other documents such as letters and diaries, as these were not necessarily accurate, especially when a concert was organized at the last minute. In particular, small-scale repertoire like the Lied might be altered on the day of the concert, and additional numbers might be included spontaneously as encores.
Furthermore, comparisons with diary accounts and correspondence help evoke the lived career that will be familiar to any musician (with delayed trains, poor weather, colds, dreary hotels, loneliness, haggling over concert fees, and the delicate balance between friendship and professional collegiality). Some important questions are only partially answered by surviving documents. For instance, it seems that only some choral items normally merited printed texts; in solo song, the audience generally had to rely on a singer's diction. Accompanists are often unnamed, an indication of their place within the hierarchy of information printed on a concert leaflet. Also, it is likely, given the encore tradition, that the audience applauded after each song, and this might therefore be encored on the spot (indeed, some reviews specifically mention this), resulting in an experience for both performers and audience that is vastly different from today's, even if such performances were billed as complete cycles. The study assumes the simplest possible definition of a concert, namely a public, ticketed event. It thus excludes events in private homes and the court appearances Stockhausen made in cities like Hanover and Stuttgart, in which programming would be shaped by the tastes of an individual patron and is in any event often poorly documented.
The MÜLLERIN Songs within Miscellany Programs
In the early years of Stockhausen's performing career, the patterned miscellany concert format still dominated concert halls. 9 This consisted of a controlled alternation of artists and genres, in long programs that might include single or paired movements of longer works, improvisations, bravura works, and isolated arias from operas or oratorios. The move away from such concerts to the programming of a small number of complete works was mainly associated with a number of artists, concert venues, and cities in the second half of the nineteenth century. 10 Those artistic ideals andto some extent-concert practices endure in concert halls today. When it came to solo, chamber, and song repertoire, chief among these figures were the members of Johannes Brahms's social and artistic circle, principally Clara Schumann, Joseph Joachim, and Stockhausen. 11 Since their deaths, their performance legacies have been somewhat simplified; what has endured is the recollection that they were regarded as "servants" or "priests" who placed the artwork uppermost and promulgated the idea of carefully conceived concert programs. 12 Certainly, this is true to some extent, but in practice, many of their concerts still reflected long-established frameworks, principally the idea of a patterned miscellany. Whether the concert was billed as part of a subscription series, a special event, a "soirée," "matinée musicale," "Novitäten-Soirée," "Historisches Concert," a student showcase, a "Künstler-Concert," or even a "Quartett-Produktion," it usually involved a mixture of genres. 13 For this reason, the change of approach toward large cycles like Die schöne Müllerin was gradual and not necessarily cumulative; it merits closer scrutiny because these formats afforded the flexibility for continually fresh approaches to the repertoire.
Nevertheless, within this environment, there were several reasons why Die schöne Müllerin was the right work, and Vienna the right city, for Stockhausen to make his mark as a distinctive, daring, and intelligent artist in the 1850s. Especially in Vienna, interest in Schubert's music had been growing steadily from the 1830s onwards, punctuated by significant premieres of instrumental and choral works, in tandem with a wider tendency toward establishing an Austro-German musical hegemony. 14 It is beyond the scope of this study to trace the full evolution of this practice, which is linked to wider aesthetic, socioeconomic, political, and gender issues. It gradually coalesced during the second half of the century, borne by many singers and pianists working across a vast geographical region. The embedding of the practice of singing full song cycles seems to have become more common in the 1880s, although there were many exceptions well into the following century. The program was "Widerspruch" (choir and piano), "Auf dem See," and "Ungeduld" (sung by Herr Lutz), "Ständchen" (choir and piano), "Des Mädchens Klage," and "Der Kreuzzug" sung by Betty Bury, the Andante mit Variationen from the String Quartet in D, "Der Gondelfahrer" (choir and piano), "Die Nachtigall" (vocal quartet with piano), and "Nachthelle" (solo, choir, and piano). A-Wgm Programmsammlung, 19 November 1850. 19 A-Wgm Programmsammung, 25 November 1853, Musikverein.
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The performed songs were grouped into pairs as follows: "Der blinde Knabe" and "Die zürnende Diana"; "Mädchens Klage" and "Der Tod und das Mädchen"; "Gruppe aus dem Tartarus" and "Harfners Gesang"; and finally "Ave Maria" and "Gretchen am Spinnrad" [sic] . A-Wgm Programmsammlung, Gesellschaft der Musikfreunde, 26 February 1856. See Loges, "The Limits of the Lied," 303-05.
The First Performance
Although it is not clear when the idea of singing the complete Müllerin cycle in Vienna settled in Stockhausen's mind, several steps were taken in 1853-54 to prepare his audience for such a feat. First, Stockhausen drew upon private endorsement to bolster the usual public press announcements of his upcoming concerts in the city. He established contact with Viennese artistic circles, including the Burgtheater actress Amalie Haizinger, who recalled that, upon hearing him sing: "We were all fired up, and invited a small group of aficionados straight away who also listened to him and helped make propaganda for his first concert (in those days, advertisements were not yet fashionable) since we were not for a moment worried about the other [concerts]-the experience spoke for itself. There was a complete scrimmage for seats at the six concerts in the then small Musikverein under the Tuchlauben." 23 With an inconsistency typical of such sources, Haizinger mentions six concerts while the press mentions five; in any case, it was a substantial number of concerts within a single tour in one city. 24 Stockhausen was the billed sponsor of the first concert on 26 February 1854, but shared it with the celebrity violinist Henri Vieuxtemps. 25 The mixed program included a Mozart overture, Italian and French operatic arias (the singer Marie Cruvelli also took part), and the two Müllerin numbers "Der Muller und der Bach" and "Wohin." This was followed by two numbers by Vieuxtemps and more arias. The reviews of this and subsequent concerts are worth quoting at length, since the same principles emerged repeatedly.
[Stockhausen] possesses a fine-sounding, if somewhat dry baritone voice, excellent cultivation, and in song performance is in any case the most outstanding singer we have heard for a long time in the concert hall. This time he sang two of Schubert's Müllerlieder ("Der Müller an den Bach" und "Wohin?"), then arias. . . . He admittedly brings all technical perfection and artistic cultivation to the dramatic aspect, but lacks the necessary strength of organ, hence he succeeds best in song. Honoured concert-singers, male and female, may take note at this point that Schubert too, among other song composers, offers very "grateful" undertakings-and not just Erlkönig-which need only be approached with insight and sensitivity in order to ensure a stirring effect. 26 Stockhausen's repertoire choices were evidently received with approval and respect, and crucially, the idea of artistic cultivation was associated with him. Furthermore, his success was associated with the "discovery" of Schubert's astonishing creative breadth. Two weeks later the same paper reinforced the same ideas still more strongly:
A most interesting concert-his third-was given recently to great acclaim by the baritone Julius Stockhausen, who has rapidly grown to great popularity. This also had the side-effect of gathering the kind of profusion of charming females to which one is unaccustomed in halls dedicated to the arts. As I recently wrote, it is not through an especially finesounding voice that he achieves his effects so much as the beautiful intimacy of his interpretation, combined with refined cultivation of his limited means. He sang, in addition to an aria from Sacchini's Oedipus which would have been better omitted, four Schubert songs: "Die liebe Farbe," "Die böse Farbe," "Am Meere," "Liebesbotschaft," and two of R. Schumann's most beautiful songs: "Mondnacht" and "Frühlingsnacht." He performed the first two Schubert songs and the Schumann songs especially charmingly, the latter of which had such a rousing effect that they both had to be encored. Indeed, it must still be said in Vienna that, with Schubert songs-excepting a half-dozen where it is acknowledged-as well as the majority of Schumann's and Loewe's songs, one may achieve a profound effect in the concert hall, if only one understands how to sing them. The public need not be reminded of this, since their openness is demonstrated at every opportunity, but rather the unprincipled and unpoetic singers. Just recently a singer famous throughout Europe dared to claim to my face that of Schubert's many hundred songs, only a few were suitable for concert performance! 27
Once again, Stockhausen's artistry and Schubert's unappreciated genius are interwoven, with some tactful flattery of the discerning public, and implicit criticism of most singers' "unpoetic" repertoire choices. At another concert on the same tour on 23 March at the Gesellschaft der Musikfreunde, the pattern was continued: the program consisted of two songs (by Blumenthal and Mendelssohn) sung by Amalie Machalitzki; Stockhausen singing "Der Neugierige" and "Ungeduld" from Müllerin; an operatic flute fantasy; a set of three songs "Ueber die Berge" (Mendelssohn), "Widmung" (Schumann) and "An die Leyer [sic!]" (Schubert); another operatic flute fantasy; and as the final item Schubert's "Liebesbotschaft" and "Aufenthalt" from Schwanengesang (several works were often presented as a single item on a program). 28 And so it continued into the next year and different venues. On 9 December 1855, for example, he sang three unspecified numbers from Müllerin in Basel in a duet concert he shared with Rosa Kastner. 29 The regular inclusion of this repertoire seems to have gradually cemented in his audiences' minds the image of Stockhausen as the intelligent, sensitive conduit of Schubert's inspired Lieder, and this was the basis upon which he could stretch their expectations. Repeating repertoire was fundamentally important; as William Weber has pointed out, the ideology of "serious" listening most probably did not align neatly with actual practices. 30 
and the more formalized, professional presentation on the recital stage usually reserved for depictions of operatic singers. 31 Sadly, there is no documentary evidence of Stockhausen's thinking behind the complete Müllerin in 1856. It is known that he gave two concerts in Vienna on 27 April and 4 May, and it was in the second of these that he sang the complete Müllerin songs at the Musikverein, accompanied by the aforementioned Benedict Randhartinger, the Viennese Vice-Hofkapellmeister, a well-known local figure and a fine song composer in his own right. 32 Unfortunately, the program for the 4 May concert no longer exists, but the program from the first concert has survived and is reproduced in plate 1.
The Monatschrift für Theater und Musik carried two reports of the concerts. The critic begins by declaring that one can hardly believe there is room for another vocal concert when the season is long over, yet Stockhausen put on two-and furthermore, they were full: "You know this exceptional artist; I therefore do not need to explain why his completely masterful bravour, his fine, thoroughly prepared and nuanced voice-sounding particularly well in the higher range . . . his noble demeanour, has aroused the sympathy of his listeners and elicited the most untrammelled approval from the public everywhere he has appeared." 33 The second report covered both concerts. The author regretted the absence of Stockhausen's other signature repertoire, namely early-nineteenth-century French opera arias, in favor of the frivolous Rossini for the first concert, but he praised the idea of singing the complete Müllerin in the second: "Mr Stockhausen's mastery in Lied performance has been long recognized. The thought of performing the whole cycle of Schubert Müllerlieder in one concert is a very pleasing one. We reluctantly missed in Mr Stockhausen's program the older French repertoire which suits the highly-regarded artist far more than Rossini, and furthermore offers much more of interest." 34 In other words, audiences already associated serious, intellectually demanding or unusual repertoire with Stockhausen and were disappointed when the program did not offer it. Even given the limitations of the miscellany format, the audience had developed clear expectations of repertoire from him despite his being not quite thirty years old.
In a long review, Eduard Hanslick noted with pleasure that Stockhausen had avoided the usual "hotchpotch of pieces," expressed his surprise at the high attendance, and noted that the evening would appeal to "genuine devotees of German music" (a patriotic strain that is frequently encountered in these reviews); and he 31 Leon Botstein, among others, has commented on the centrality of listening. "In the end, however, the historical significance of music, or, rather, the significance of music in history, rests not so much with its creators and performers but with amateurs and those who heard and listened." Leon Botstein, "Toward 
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observed that while individual songs were well known, the performance of the whole cycle enabled a transition from isolated lyric parts (including weaker songs) into a unified and meaningful dramatic whole-a way of thinking about the work that eventually gained total ascendancy. Much of Hanslick's review was also given over to praising Schubert's genius, again reminding his readers that this national treasure was still underappreciated (and thereby tacitly commending Stockhausen for his taste and perspicuity, and his audience for their appreciation of him). This review presents a crucial constellation of ideas and values that includes Stockhausen himself, his audience, Schubert's genius, and national pride, along with notions of cultivation, good taste, wholeness, and coherence.
From a technical standpoint, the review also reveals that Stockhausen reverted to falsetto singing where necessary because of a sore throat, and that he was exhausted at the end. 35 Some light is also shed upon contemporary transposition practices by Haizinger's observation below: "[Stockhausen] was the first to sing the whole cycle of Müllerlieder, and you, dear Rosalie, own the volume in which he wrote down his small changes, because some of the songs were too high for his voice." 36 This suggests that Stockhausen may have used the original keys, but simply altered high notes as necessary. Despite these technical setbacks, Stockhausen himself was very pleased with the result, all the more so because he had struggled with a dry and painful throat, and the concert was at 12:30 pm, as a letter to his father revealed.
Added to that was the fact that I had programmed the whole of Schubert's Schöne Müllerin, twenty songs, and gave the concert practically alone. Nevertheless, the inspiration was still a happy one, since the hall was packed full, and the net income came to 900 Francs. . . . I think I wrote to you that my first concert was empty, and this was due to the beautiful bright weather. Fortunately, the rain soon came, the interesting program absolutely suited the Viennese, and so I was amply rewarded for my efforts! 37 This letter puts a rather different complexion on how discerning Stockhausen's audience really was; his implication was that it was the poor weather, rather than a passion for Schubert, that drove them into the concert hall!
Later Performances
The following month, Stockhausen met Johannes Brahms for the first time at the Lower Rhine Music Festival. He immediately invited Brahms to give a concert together, and he wrote excitedly to Ferdinand Hiller of Brahms's acceptance, declaring that even though "his fingers are not in practice at the moment, he has said he would play all the same"-he would complain about Brahms's lack of practice more than once over the years. 38 With Brahms, however, Stockhausen returned seamlessly to the idea of a shared miscellaneous "Künstler-Concert" in the Gelber Saal of the Casino in Cologne on 27 40 Clara Schumann had improvised such connecting interludes for many years. 41 In early 1859 Stockhausen met the cultivated, internationally successful, and superbly well-connected Joseph Joachim, who was in some ways the most impressive member of that circle of friends. Brahms had met Joachim six years earlier, and the two young men were undertaking an impressive project of self-improvement including counterpoint, literature, and philosophy. Stockhausen and Joachim immediately organized shared concerts, as a result of which Stockhausen performed Die schöne Müllerin for the blind, music-loving King Georg V of Hanover, Joachim's patron and employer, on 17 April 1859. 42 Subsequent performances show a variety of approaches to the songs. For instance, a shared "Künstler-Concert" in the Leipzig Gewandhaus on 10 March 1859 used the standard model of arias plus songs; Stockhausen sang Mozart and Rossini, and Schubert's "Wohin," "Die liebe Farbe," and "Die böse Farbe," i.e., nos. 2, 16, and 17 from the cycle. In one mixed program in April 1860, which included Lieder by Schubert, Schumann, and Mendelssohn, Stockhausen accompanied himself in an encore of one of the Müllerin songs! 43 Alongside such concerts was a spate of performances of the whole cycle within Austro-German territory during the following decade, although it seems that other repertoire was inserted to ensure variety, and there may have also been improvisations. And even those performances would not necessarily be recognizable today once the detail is scrutinized; every concert billed as a complete performance included the declamation of Wilhelm Müller's unset poems, usually by an actress. In other words, it was the cycle of poems, rather than Schubert's songs, which constituted the whole in Stockhausen's day; and the usual practice of using an actress also ensured timbral variety. Echoing publishing practice, in which opus groups were regularly published in small volumes (Hefte), most printed programs also presented the songs in five volumes separated by lines or the word "Pause," suggesting that he took several breaks during the recital.
A widely reported complete performance on 10 May 1860 in the Musikverein in Vienna was accompanied by "Herr Dachs," evidently Josef Dachs, a piano professor at the Vienna Conservatory. 44 declaimed by the celebrated Viennese actress Julie Rettich, a friend of the Schumanns. 45 Again, Stockhausen prepared the ground by giving two more typical programs earlier. Having been very positive about Stockhausen's earlier performance of the cycle, Hanslick was rather less excited this time around. He argued that attempting such an "experiment" too often was "hardly advisable" because it was simply wearisome, although he conceded that the room might simply have been unpleasantly warm, a reminder of how vulnerable artistic success is to seemingly trivial and irrelevant considerations. Hanslick was also less forgiving of Stockhausen's vocal frailties and annoyed by Dach's overcautious accompaniment. The novelty had worn off for him. 46 In a review of a complete Müllerin by Stockhausen on 25 March 1862 in Leipzig, Eduard Bernsdorf made a similar point when he commented that "only an artist like this can dare to attempt the experiment of singing twenty-three songs one after another" (the three extra numbers refer to the unset poems that were declaimed by a member of the Leipzig Stadttheater). 47 Nevertheless, more performances of the cycle followed, and Stockhausen's famous colleagues took note. Brahms wrote to Clara Schumann in spring 1861: "Now I'll just tell you very quietly that Stockhausen is repeating Die schöne Müllerin on Saturday (a real treat). . . . On Tuesday we have a concert together, at which the whole of Dichterliebe will be sung by St.!!! . . . Stockhausen sings wonderfully; just imagine, on Saturday he will sing the complete Müllerliebe [sic] and on Tuesday the complete Dichterliebe, and both very beautifully." 48 And Clara Schumann also mentioned in her diary: "Monday, 6 May, went to Johannes to congratulate him personally for the 7th [Brahms's birthday]. . . . Stockhausen was also here and gave a concert in which he sang the complete Müllerlieder." 49 Another performance on 24 March 1862 in the Leipzig Gewandhaus included a male actor, Otto Devrient, declaiming the unset poems.
On 15 October that year, Stockhausen took the cycle to the provinces, namely the Salle des Dominicains in the small town of Guebwiller in his native Alsace. The unset poems were declaimed, the cycle was divided into five parts as usual, and Clara Schumann participated as soloist (she may also have accompanied, but this is unspecified in the documentation). The involvement of such a venerated artist justified the interpolation of solo piano music into the program, much as Hiller had done a few years earlier. Clara Schumann therefore played Chopin's Ballade No. 1 in G Minor after No. 12 "Pause," and so yet another experience of the cycle was created (see plate 2). Indeed, the name "Pause" seems to have been a trigger for a break in which an instrumental number would be played.
A Cycle for the People
Stockhausen's ambitions were now boundless. Together with Hiller, he organized a performance of the Müllerin on Tuesday 28 October 1862 in the vast Gürzenich Hall in Cologne, which seated 2000 people. Hiller accompanied, and the actress Pauline l'Arronge was the declamatrice. This was an unusual genre-cross- 45 Concert events in which famous actors and actresses declaimed poems, cycles of poems, and extracts from plays were held in comparable spaces to song recitals; as such, social circles and personnel regularly overlapped. See, for instance, a spoken program given by the actor Josef Lewinsky at the Bösendorfer-Saal on 3 and 
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ing event. It was billed as a "soirée," a term normally reserved for concerts of small-scale chamber, solo, and vocal works, yet it took place in a venue normally associated with large orchestral and choral works, and it was marketed as a "Volkskonzert," with extremely cheap tickets (see the program in plate 3).
Stockhausen's mounting excitement as the tickets gradually sold out is palpable in his diary:
Müllerin rehearsal with Mademoiselle l'Arronge at Hiller's.-Visit to Gürzenich at 3pm; 700 tickets sold. The director's pulpit is removed. The effect is completely different. The mise-en-scène often counts for much of the success.-Feverish agitation at 4pm 900 tickets sold, at 5pm-1700 billets, at 7.30pm-2000. The excitement in the room. Everyone is coming and going, and has no idea where to wedge themselves in. . . The press noted the innovative and laudable aims of the concert. The Niederrheinische Musik-Zeitung confirmed that more than 2000 people had attended, that he had performed the complete cycle by Wilhelm Müller and Franz Schubert (note the shared billing of poet and composer) with only limited pauses, as demanded by the plot of this "monodrama." Recalling Hanslick, a whiff of patriotic pride emanates from the words: "These noble folksongs, of such beauty as possessed by no other nation, have found in Stockhausen a singer who through the breath of tone gives them such life that poetry and music completely meld, and one no longer knows which deserves more admiration: the intimacy and integrity of the conception, or the wonderful artistry involved in expressing the concept through singing. It is impossible to convey the silent, rapt listening of the audience, and the eruption of enthusiasm after each song." 51 Thus singer, song, poetry, cycle, composer, audience, and nation are once more melded into a unified, transfigured whole. Nevertheless, the next day Stockhausen, exhausted and besieged with visitors, noted in his diary how little money he had made from the enterprise. One can only imagine the demands such a performance had made on his voice, which-as critics repeatedly noted-lacked operatic strength. He did not repeat it again.
Exactly a week later, in the small city of Barmen, he gave another Müllerin (4 November) that Clara Schumann definitely accompanied, as specially mentioned on the program. This was rather a different affair, with 475 attendees who each paid 1 Thaler. Again, Clara Schumann's involvement resulted in yet another presentation of the cycle; she played Beethoven's "Moonlight" Sonata in C Minor, op. 27, no. 2, in the middle of the program (see program in plate 4).
Yet despite Clara Schumann's fame and undoubted artistry, Stockhausen two days later expressed doubt about the practice of interpolating piano works into the cycle, writing: "Decidedly the millmaid is also a magician! . . prefer to insert nothing else into this admirable little drama!" 52 He also noted that a male declaimer was preferable to a female one, although he gave no reason for this. It is possible that he himself was moving toward a purer conception of the cycle, shedding extraneous factors; alternatively, he may not have wanted to share the stage with another famous soloist, even one of whom he was personally very fond. It is not possible to tell which is the case, or whether both overlapped.
Stockhausen's next identified complete performance took place in Oldenburg with Albert Dietrich on 25 April 1863 (there is no extant program). 53 This performance has special poignancy, since the declamatrice on this occasion was the actress Ellen Franz, with whom Stockhausen was deeply and frantically in love. He had asked her to marry him six days before this concert, but both sets of parents opposed the match. She would eventually marry Duke Georg II of Meiningen ten years later, remained good friends with Brahms, and was one of his merriest correspondents. 54 A year later, Stockhausen married the music teacher Clara Toberenz from Berlin, of whom his parents also disapproved because she was not Catholic. The naturally devout Stockhausen suffered much moral turmoil in these months, but at the age of thirty-eight, followed his own mind, and the marriage seems to have been very happy.
Three days after this performance, on 28 April 1863, Stockhausen repeated the complete Müllerin in Hamburg. This program again broke the cycle into five volumes, but no other music was performed. The actress Marie Grösser declaimed, and Carl v. Holten accompanied because Brahms was not available. 55 Further performances followed that need not be discussed in more detail here-for example at the Berlin Musikakademie on 9 April 1864, about which the press reported that the public would gladly have encored every song. 56 A performance a month later on 6 May in Hamburg accompanied by Oscar Smith was billed as a "Cyclus von Liedern," seems to have included no additional music, and has no mention of intervals or breaks, but Charlotte Frohn declaimed the unset poems. The last complete performance of Die schöne Müllerin by Stockhausen in the 1860s took place that December in Brunswick, as reported in Le guide musical. 57 The MÜLLERIN in London After this, Stockhausen seems to have concentrated on other works, his demanding post as director of the Hamburg Philharmonie and Singakademie, and his rapidly growing family. Perhaps as a result, his concerts in 1868 reverted to the usual format of mixed shared programs, including just a small number of songs from Müllerin. 58 The next complete performance I have identified took place considerably later in London. Again, he laid the ground for this event by first offering a more usual mixed program with several other musicians on 18 May 1871. This was a private concert at 14 Hyde Park Gate presenting the typical alternation of vocal and instrumental items. Stockhausen sang numbers by Donizetti, Schumann's "Fluthenreicher Ebro" and "Widmung" (to end part 1); a Mozart duet; and Anna Regan sang Schumann's "Mondnacht" and Schubert's "Wohin" as the penultimate item (see program in plate 5). 59 Stockhausen reserved the complete Müllerin for his farewell concert of the season on 5 July in London. This event was widely reported in both the British and German press. 60 In the reviews, the underpinning ideology was lauded in a way that is familiar today. Thus, one reviewer wrote:
When an artist of Herr Stockhausen's classical leanings gives a concert it is natural to expect that he will aim at higher things than the presentation of odds and ends, chosen more for the sake of the artists than for their own worth or the public edification. Few, however, could have anticipated the absolute novelty offered to the audience. . . . He put forward the cycle of songs written by Schubert and known in England as "The Fair Maid of the Mill" (Die Schöne Müllerin). Various numbers of the series are familiar to our concert-rooms; but it is safe to declare that never till Wednesday evening have the whole been given in order. Herein lay the novelty, and to every amateur, the attraction of Herr Stockhausen's concert. 61 Similarly, the Illustrated Times noted that the cycle was a "very novel feature," which attracted an appreciative though not a crowded audience. 62 The Pall Mall Gazette praised Stockhausen's innovation as "novel, interesting, and, above all, artistic in character," but with reservations because of the public's limitations: "the plan of Herr Stockhausen's concert was much to be commended, though we cannot hope that it will be generally followed. The great majority of our concerts, even when they are given with the professed view of elevating the public taste, are full of the queerest contrasts." 63 Thus the critic interprets both the sparseness of the audience, and the rarity of such events as an indictment of both artists and the public for their lack of interest in "higher things." This is all to be expected, but it is only from the Daily Telegraph & Courier review that certain important details emerge. Not only were the unset poems declaimed by Clara Stockhausen (it is unclear whether in English translation or in German), but the songs were actually split between three singers-i.e., the cycle was performed complete, but not by Stockhausen alone. This paper reported the following:
Herr Stockhausen was laudably careful to make his entertainment a complete thing in its way. Thus the numbers of the Liederkreis which Schubert did not set to music were read in their proper place by Mdme Stockhausen; while associated with the concert-giver, who himself sang eleven of the twenty songs, were Mdlle. Loewe and Mr. Arthur Byron, no less excellent a pianist than Miss Agnes Zimmermann discharging the onerous and, in this case, most responsible duty of accompanist. 64 Yet again, the underlying principle of variety underpinned the presentation of the work; there was no question of twenty songs being presented through the sound of just one voice. Unfortunately, it is not possible to establish which songs were allocated to each singer (or indeed, in which language they were sung) and therefore whether to discern a pattern in the disposition. Still, the performance came across as a "complete thing."
The mid-1850s to the mid-1860s were evidently crucial years in the history of Die schöne Müllerin, and one might speculate on how different its fate might have been without Stockhausen's championing. In comparison, there was (and is) an almost complete lack of interest in performing most other Schubert songs in their published opus groups. how the description "complete performance of a cycle" embraces many different presentations and has offered a glimpse into their wider implications. In that decade of experimentation, much was learned; for example, Stockhausen's mammoth performance at the Gürzenich in 1862 was not repeated and did not ever establish itself as a norm, possibly because, notwithstanding its critical success, it violated a deeply embedded understanding of what the Lied was and where it belonged. The aesthetic identities of the artists were constantly shaped by practical compromises; miscellaneous programs were frequently offered by artists like Stockhausen and Clara Schumann despite the association of these artists with the coherent, planned programming that established itself firmly during the twentieth century. Also, rather than having to refer to the cycle as a whole, reviewers like Hanslick felt able to evaluate single Müllerin songs, referring freely to weaker and stronger numbers because the overwhelmingly dominant experience of the work was still of individual numbers or small groups of songs. The interest and approval of audiences evidently relied on multiple factors, including such seemingly trivial considerations as the weather. However, the risk that complete performances might be overlong and lacking in variety was mitigated by the practice of applauding between songs, breaking up the cycle into smaller sets, the inclusion of the declaimed poems, and the interpolation of other works on occasions where a famous pianist was involved. These practices afforded many moments for the audience to relax their concentrated listening and resettle themselves. This account of early performances of Die schöne Müllerin shows how the notions of miscellany and coherence overlapped, and how established and emerging concert ideologies could coexist within a single concert.
Abstract.
Franz Schubert's song cycle Die schöne Müllerin makes enormous demands not only on the performers but also on its audience, a factor that shaped the early performance history of the work. In this article, the pioneering complete performances of Die schöne Müllerin by the baritone Julius Stockhausen (1826-1906) will be explored, as well as the responses of his audiences, collaborators, and critics. The circumstances surrounding the first complete performance in Vienna's Musikverein on 4 May 1856, more than three decades after the cycle was composed in 1823, will be traced. A survey of subsequent performances reveal two things: within Stockhausen's concert career at least, it was no foregone conclusion that the complete cycle should always be performed; and a performance of the "complete cycle" meant many different things in his day. Stockhausen's artistic idealism jostled against the practical forces that necessarily influenced his approach to recital programming, leading to a multifaceted, untidy performance history for this cycle. Keywords: Stockhausen, Clara Schumann, Schubert, Müllerin, performance, song cycle l
